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ABSTRACT 
 
 
This paper examines the 2011 inaugural Philadelphia International 
Festival of the Arts (PIFA) in the context of comparable leading international arts 
festivals to understand:   
1. How does an arts festival impact a city or region? 
2. What key strategies are employed that help lead to a festival’s success and 
sustainability?   
3. What best practices and experiences can be learned from other festivals 
that could be employed by PIFA or other similar, emerging arts festivals? 
In addition to a thorough review of available literature on arts festivals, 
research was conducted on festivals of similar size, scope and intent to PIFA. 
Two comparable, successful urban arts festivals who have achieved international 
festival status were identified and reviewed in more depth: 
• Glasgow West End Festival 
• Spoleto Festival USA 
Manchester International Festival was also reviewed. This bi-annual 
festival, launched in 2007, is an emerging arts festival that is garnering 
international attention and acclaim. 
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This research provides a benchmark in order to gauge the present status 
and future sustainability of PIFA. PIFA is analyzed based on festival best 
practices and sustainability strategies, in particular those identified for Edinburgh 
by AES Consulting (2006).
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INTRODUCTION 
 
 
The inaugural Philadelphia International Festival of the Arts (PIFA) 
launched Philadelphia’s arts and cultural scene onto the world stage with a three-
week festival that took place April 7 through May 1, 2011. PIFA was an initiative 
of the Kimmel Center for the Performing Arts, a $32 million regional performing 
arts center located on the Avenue of the Arts in Philadelphia. This paper examines 
PIFA in the context of comparable leading international arts festivals to 
understand:   
1. How does an arts festival impact a city or region? 
2. What key strategies are employed that help lead to a festival’s success and 
sustainability?   
3. What best practices and experiences can be learned from other festivals 
that could be employed by PIFA or other similar, emerging arts festivals? 
According to Ed Cambron, Executive Director of PIFA, of central interest 
to the Kimmel Center, as well as area civic leaders and arts and culture 
organizations, were the following issues:
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1. Could PIFA become the tipping point in establishing Philadelphia’s 
reputation as an arts and culture destination, and if so, how? 
2. How could PIFA contribute to building expanded audience participation 
and engagement for the Kimmel Center as well as other arts and culture 
institutions in the Philadelphia region? 
3. How could the sustainability of PIFA be ensured? 
Literature Review 
There is a vast wealth of literature, including published books, studies, 
reports, journal articles and papers which exist on the subject of arts festivals. For 
the purpose of this research, a representative sampling of some of the most 
relevant literature is reviewed which includes studies on the economic 
contribution of arts festivals, the social impact of arts festivals, management and 
marketing best practices, and factors that contribute to the viability, success and 
sustainability of arts festivals. 
Materials were selected for inclusion in the review based on the following 
criteria: 
o A variety of study emphases. 
o Diversity of approaches and methodologies. 
o Quality of the research. 
o Date of publication. 
o Influence on the sector. 
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Abundant information regarding the economic and social impact of arts 
festivals on communities, cities and regions, as well as festival management and 
marketing best practices, is easily found. Studies that pertain to arts festivals that 
are led by non-profit arts organizations are less available, however. This is an area 
where further research could be beneficial. 
Inkei (2005, 6) provides a relevant definition of an arts festival as having 
the following characteristics: 
a. “Has its primary focus on the development, presentation and/or 
participation in the arts. This would exclude festivals that have just one 
or two art components. 
b. Has a program conceived, produced, curated, marketed and presented 
as an integrated package. This implies the existence of an overall 
artistic vision. 
c. Occurs within a defined area/region and within a defined period of 
time.” 
Waterman (1998, 54) characterizes arts festivals as transforming “places 
from being everyday settings into temporary environments that contribute to the 
production, processing and consumption of culture, concentrated in time and 
place.” They are rigorously planned by directors and producers who identify the 
programs, contract with the performers and select the venues where they will take 
place. “A prime objective of [arts] festivals is to assemble artists and public over a 
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short period, to focus performances and to allow artists and public to enjoy the 
fruits of concentrated work,” (Waterman 1998, 59). 
The distinguishing characteristic of an arts festival is its impermanence 
(Gilbert and Lizotte 1998). “This suggests that it would be difficult to induce and 
sustain the same sense of occasion and excitement if such an event was to be held 
more frequently,” (Derrett 2004, 33).  
According to numerous studies (Crompton and McKay 1997; Getz 1997; 
Thrane 2002) arts festivals have become one of the most rapidly growing types 
of tourism attractions.  It is not surprising, then, that there has also been a 
significant increase in the number of studies about the impact of arts festivals 
(AEA 2006; BAFA 2008; Crompton and McKay 1994; Garcia 2004; Gilbert and 
Lizotte 1998; Gursoy, Kim and Uysal 2004; Hede 2007; Langen and Garcia 
2009; Moscardo 2008; O’Sullivan and Jackson 2002; Rao 2001; Richards and 
Wilson 2004; Rollins and Delamere 2007; Saayman and Sayyman 2006).  
A great many studies that examine arts festivals focus on their economic 
impact under the assumption that the economic benefits of arts festivals is one of 
the most important reasons for organizing an arts festival in the first place 
(Crompton and McKay 1997). Other studies focus on the reasons and motivations 
of people to attend arts festivals (Rao 2001; Robertson, Rogers, and Leask 2009; 
Rollins and Delamere 2007). Scales to measure the social impacts of festivals 
were developed by Delamere, Wankel, and Hinch  (2001) and Fredline, Jago, and 
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Deery (2002). These measurement scales were further developed by Gursoy and 
Kendall (2006). 
Festivals have a long-established relationship with cities. The past several 
decades have seen a dramatic expansion in the number of urban festivals 
throughout the world (Getz 1991). “This growth represents cities’ attempts to use 
consumer-oriented, cultural forms to differentiate themselves in a highly 
competitive, increasingly global marketplace,” (Quinn 2005). Klaic (2000) argues 
that urban arts festivals are not simply artistic entities, but that they can be an 
inherent part of local development and urban regeneration processes.  
Festivals play a number of significant roles in an urban area. Getz (2005) 
identifies these as “attractions, image-makers, animators of static attractions and 
catalysts for further development.”  Festivals can extend tourist seasons by 
expanding the peak visitation season or even stimulate a new tourist season for a 
city. A festival should be integrated into the year-round cultural activities offered 
by a city and be an integral part of the cities’ cultural life (AEA 2006). The timing 
of the festival must be planned to allow for strong programming and facilitate 
attracting the most visitors.  
While the number of urban arts festivals has risen dramatically in recent 
decades, the “outcomes of cities’ engagement with arts festivals,” are still not 
clearly understood, “particularly in social and cultural terms,” (Quinn 2005, 927). 
Quinn (2005, 927) further states that “city authorities tend to disregard the social 
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value of [urban] arts festivals and to construe them simply as vehicles of 
economic generation or as ‘quick fix’ solutions to city image problems.” She 
maintains that the social significance of urban arts festivals extends far beyond 
tourism.  
The location of a festival is critical and studies conclude that it must be 
attractive or unique. The historical, physical, social and cultural context of a city 
is a foremost basis for the distinctiveness of each festival (AEA 2006). “Today, a 
number of places have carefully crafted their image as festival and event 
destinations, including Edinburgh, Scotland (Prentice and Anderson 2003), 
Tamworth in regional Australia (Gibson et al. 2004), Goteburg, Sweden 
(Mossberg1997) and Stratford and Niagara-on-the-Lake in Ontario, Canada. They 
do so primarily through hallmark events, large-scale, high profile activities, 
strongly supported by government and often created with an overt tourism 
objective,” (McKercher  et al. 2006, 56). Glasgow has been particularly 
successful with using festivals to “overhaul its image as a depressed, problem-
ridden, post-industrial city into an attractive and culturally interesting service-
driven contemporary city,” (Quinn 2005).  
Although there is no definitive source that lists all festivals, it is estimated 
that there are at least 10,000 cultural festivals, half of which have an international 
reputation (AEA 2006). As festivals mature they begin to take on the 
characteristics of institutions, becoming enduring, valued and recognized parts of 
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a community (Andersson and Getz 2008). A number of studies report on the 
processes, structures and management best practices that impact the sustainability 
of arts festivals, such as Quinn’s (2005) case study of two arts festivals in Ireland 
and studies by AES (2006); Andersson and Getz (2008); and Getz and Andersson 
(2008). 
The book Festival and events management: an international arts and 
culture perspective (Yeoman et al. 2004) highlights the management of festivals 
and events and provides guidance for those entering or in the industry. It 
addresses the wide-ranging and operational concerns of the arts and culture 
festival and events sector focusing on three key issues: how they are developed; 
why they are hosted; and how they are managed.   
The factors that impact festival viability, effectiveness and long-term 
sustainability are often appraised in light of the observation that many festivals 
have failed while others have realized success and longevity.  Festival 
management innovation and failure (Carlsen et al. 2010) and Why Festivals Fail 
(Getz 2002) provide important insight into key reasons that festivals are or are not 
sustainable. Festival innovation can encompass a number of key areas such as 
programming, organizational structures and processes, management, marketing 
and funding. Getz (2002) reports that festival problems and failures occur 
repeatedly and cites a number of possible reasons for failing such as festival 
management’s neglect to plan for contingencies in the event of bad weather; lack 
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of sponsorship or the over dependence on a single source of funding; insufficient 
marketing; and inadequate strategic planning.  
In 2005, AEA Consulting was commissioned by the Scottish Arts Council 
to examine the competitive threats being faced by the Edinburgh Arts Festival and 
make recommendations that would help to ensure the festival remains a leader in 
the international arts festival arena. AEA partnered with members of festival 
management as well as government and funding representatives and examined 
eight international cities that posed the greatest threats to the festival. The 
resulting report and recommendations for Edinburgh Arts Festival includes a 
compilation of best practices and sustainability strategies learned from these eight 
cities.  
AEA reported that the competitive performance and level of sustainability 
of the festivals examined were directly tied to festival innovation. Other key areas 
impacting festival success and sustainability, AEA concluded, include innovative 
and focused programming as well as the appropriate level and diversity of funding 
sources. 
In addition to a thorough review of available literature on arts festivals, 
research was conducted on festivals of similar size, scope and intent to PIFA. 
Two comparable, successful urban arts festivals who have achieved international 
festival status were identified and reviewed in more depth: 
• Glasgow West End Festival 
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• Spoleto Festival USA 
Manchester International Festival was also reviewed. This bi-annual 
festival, launched in 2007, is an emerging arts festival that is garnering 
international attention and acclaim. 
These festivals help provide a benchmark in order to gauge the present 
status and future sustainability of PIFA. PIFA is compared and contrasted to these 
festivals based on festival best practices and sustainability strategies, in particular 
those identified for Edinburgh by AES Consulting (2006). 
As a member of senior management at the Kimmel Center I was fortunate 
to have access to internal documents about PIFA as well as frequent interaction 
with festival management and staff. I participated in planning sessions and pre-
festival partner events, attended many PIFA events at the Kimmel Center and 
throughout the city, and worked at the PIFA Street Fair. Local news coverage as 
well as feedback from partners, local government and patrons also proved to be a 
useful source of information about PIFA.  Urban Partners was enlisted by the 
Kimmel Center to conduct a thorough economic impact study of PIFA.  A 
summary of the report’s findings are included.
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CHAPTER ONE: ARTS FESTIVAL SUSTAINABILITY 
 
 
How do arts festivals succeed in becoming permanent, sustainable 
institutions? What best practices do they have in common and what lessons can be 
learned from them by emerging festivals? According to Carlsen and Andersson 
(2011), all festivals face similar opportunities and challenges. How festival 
management responds to these issues will determine their ability to attain 
institutional status and maintain committed sponsors. 
Of foremost importance is the need for innovation in festival operations 
including programming, financial planning, marketing and attendee services 
(Carlsen et al. 2010).  Festival innovation is viewed as the method that results in 
new products, ideas, or processes - whether from new insights or by lessons 
learned from past festival experience - and typically originates with the Festival 
Manager or Artistic Director (Carlsen et al. 2010).  Festival organizations that 
value creativity and innovation are described as having an "entrepreneurial 
culture" (McGuire 2003) and are in the best position to take
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advantage of market opportunities and generate added value (Getz and Carlsen 
2010).  
Festival innovation can be viewed in terms of several key areas: festival 
management and processes; festival outputs including programs, services and 
experiences; market innovation; funding; and festival participants. Together, these 
elements define the festival organization’s ‘value chain’ (Carlsen et al. 2010) 
through which innovative ideas are introduced and deployed during festival 
production.   
Festivals that succeed and are sustainable over time - more than ten years 
– integrate well into the cities in which they operate and adjust as the cities evolve 
(Market Research Group 2009). According to AEA Consulting (2006, 17), 
"festivals that enjoy long term critical and popular success are those that invest in 
their own development and in their relationship to their community that goes ‘that 
little bit further’ than their competitors... Development and innovation capacity… 
become critical factors of sustained achievement."  
Festival Management 
Because of the celebratory focus of festivals, as well as the fact that they 
are typically produced by not-for-profit organizations or local governments, the 
management of festivals must be viewed differently than the management of other 
types of events (Getz, Andersson and Carlsen 2010).  Festivals are unique events 
because of the number of possible goals to accomplish and stakeholders to satisfy.  
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AES (2006) recommends that festival long term planning and 
development be viewed in a minimum timeframe of five years. The governing 
structure of the festival must have the right mix of skills, interests and connections 
to support the festival’s goals and objectives and should be tightly linked to the 
sustained support of the festival funders. 
Leadership needs to be strong in managerial governance as well as be 
artistically visionary to support creativity among the team.  Recruiting and 
retaining top talent and carefully planning for succession are vital to the 
sustainability of an arts festival (AEA 2006).  
A festival will attract a wide range of attendees, each with different 
expectations, and the management processes considered for the festival must take 
these different customers into account. The management model adopted by the 
festival producer(s) needs to support the needs of those involved in each stage of 
the festival (Yeoman 2004). 
Festival Outputs 
Research suggests that international arts festivals are moving away from 
traditional programming toward “work that is short, sharp, and slick in form and 
content,” (Peterson 2009).  This investment in innovative programming is a 
prerequisite of sustainability. In addition to creative and artistic programming, 
events must be welcoming and present no safety risks to the audience (AEA 
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2006) while being “energizing and continually surprising, creating a ‘spirit of 
excitement’ or ‘buzz',” (AEA 2006, 20) for the festival.  
City residents often perceive that festivals cause an increase in traffic 
congestion and increased pressure on local services (Gursoy, Kim and Uysal 
2004). To address these potential problems, a carefully developed festival 
infrastructure must be established which includes accurate and accessible 
information, accommodation, transportation and visitor services (AEA 2006).  
Market Position 
While festival managers typically appreciate the importance of innovation, 
particularly with programming, imitation is common in festivals. It is important, 
therefore, that festival managers understand the unique elements that could 
differentiate their festival and position them competitively. This positioning is 
critical in the crowded festival marketplace to retain their attendees. A review by 
Getz (2010) of festival management studies reports that the most common 
strategy employed by festivals is to “use program and marketing together to create 
a strong brand identity or image.” 
A festival’s success depends not so much on the type of event or the main 
attractions, but on how the festival’s marketers take advantage of factors such as 
location, competition, weather, cost and entertainment (Hoyle 2002). “Marketing 
and branding should operate within a coordinated strategy on several integrated 
dimensions, with clear responsibilities agreed between partners and adequate 
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resourcing taking into account the competitive environment,” (AEA 2006, 20). 
AEA further stresses the importance of attracting media coverage at both a 
national and international level. Failing to secure press coverage can have an 
adverse effect on a festival’s ability to attract and retain performers as well as 
impacting attendance. 
Funding 
Festivals compete with many other organizations for funding and support, 
and “those that survive do so by finding an appropriate niche that assures them of 
continued resources,” (Andersson and Getz 2008). This implies that festival 
managers must be skilled at managing the relationships that ensure the 
continuation of these critical resources.  
 “The combined sources of finance must be sufficient to enable 
appropriate levels of quality, volume and breadth of festival activity in a city, with 
sufficient opportunity for new development and risk-taking,” (AEA 2006).  
Resources from both the public and private sectors need to be balanced as do the 
interests and needs of the various stakeholders.  
Lack of adequate sponsorship and over reliance on one source of money 
are primary factors which can lead to festival failure (Carlsen et al. 2010). The 
absence of secure, long-term funding was identified as one of the top threats to a 
festival in several management studies (Getz 2010) (Carlsen et al. 2010). 
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A 2008 publication produced for the British Arts Festivals Association 
(BAFA) from a survey of festivals in the UK reported that the 193 festivals 
included in the survey were excellent examples of sustainable businesses. These 
“festivals have never been reliant on a single income stream and have always 
been very capable when generating revenue from a wide range of sources…A 
typical festival budget is made up of a diverse range of income sources with new 
revenues, such as individual giving, starting to make an impact.”  
• Ticket sales formed the largest proportion of festival income at just over a 
third of total income (33.6%).  
• Local authorities (county, district, city and borough) together provided just 
over 15% of funds, with Arts Councils supplying a further 12% of total 
income (including Grants for the Arts). 
• Trusts and foundations and private businesses contributed around 24% of 
income. 
• Funds from the National Lottery (excluding Grants for the Arts) formed 
relatively little of overall festival income at 1%, as did the revenue 
collected from advertising (2.1%) and additional sales, such as 
merchandising and catering (3.7%).  
Festival expenditures were reported as follows: 
• Just over half of festival expenditure was attributed to production, 
performance and exhibition costs.  
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• Staff costs accounted for nearly a quarter (22%) of overall 
expenditure, with running costs and overheads forming about a tenth 
of festival expenditure.  
• Marketing accounted for relatively little expenditure (8%).  
• Other expenditure (3%) was mostly due to festival commissions and 
education program. 
Stakeholders 
Festival ownership falls into three categories (Getz, Andersoon and 
Carlsen 2010): government bodies; not-for-profit organizations; and private 
organizations that risk their investments in hopes of a profitable return. In not-for-
profit festivals, decisions are typically made more by a governing board whereas 
in privately owned festivals decisions are made by the festival owner and/or 
manager. 
Identifying key festival stakeholders and incorporating stakeholders 
throughout the planning process is critical to helping prevent festival failure. 
Getz, Andersson, and Larson (2007) classified external festival stakeholders as: 
“facilitator” (provides resources and support); “regulator” (government agencies); 
“co-producer” (other participating organizations or individuals); “allies and 
collaborators” (professional associations and tourism agencies); and those 
impacted (primarily the community and audiences / attendees).  
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Opportunities for collaborative projects should be explored and 
maximized. For a regional performing arts center such as the Kimmel Center “a 
festival can identify the most appropriate subjects with whom a range of 
collaborations can be established,” (Klaic 2000, 51). 
To build and maintain a lasting position, festival organizers must establish 
a network of partners and collaborators and become adept at using strategies to 
manage the various stakeholder relations (Andersson and Getz 2008). 
Long term projects and networking processes can lead to interesting 
developments and create opportunities for collaboration and joint promotion of 
the festival among stakeholders (Klaic 2000). 
There needs to be a balance between the involvement and engagement of 
area residents with that of visitors (AEA 2006). According to Janiskee (1994), the 
enthusiasm of the local community can be as important to the success of a festival 
as the festival attractions themselves.  
A symposium of festival producers in the Netherlands (HOLND FSTVL 
2002) reports on festivals leading to a “tourist invasion” as a result of focusing 
more on external audiences than on local residents. This can create a conflict 
between balancing “socially aligned artistic goals on the one hand with often 
conflicting economic imperatives on the other,” (Quinn 2005). Galway Arts 
Festival, for example, faced clear concerns from among city residents that the 
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festival was losing meaning for locals in the face of growing pressures to attract 
international audiences (Quinn 2006).  
Monitoring and Evaluation 
The fundamental purpose of festival monitoring and evaluation is to 
“promote a learning environment that encourages continuous improvement, with 
the acknowledgement of successes and achievements as well as problems and 
mistakes of the festivals and the funders” (AES 2006).  
The criteria, priorities and processes for monitoring and evaluation of the 
festival must be clearly established. Four primary areas of festival impact should 
be measured: “(1) community cohesiveness, (2) economic benefits, (3) social 
incentives, and (4) social costs” (Gursoy, Kim and Uysal 2004). To ensure 
sustainable strategies for the festival, this evaluation system should carefully 
balance the community, economic, and social impacts against festival innovation 
and management effectiveness. The evaluation system should include both 
intentional and unexpected outcomes across all these areas of impact (Getz 2010).  
A key challenge in evaluating festival impact is that the economic 
measures are easily quantifiable whereas the social and community indicators are, 
by their nature, “vague and subjective” (Getz 2010). The festival’s worth is not 
merely based on its tangible impacts on the economy or community, but also the 
intangible value of the event as perceived by all its stakeholders. Ultimately, for a 
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festival to be successful and sustainable, it must meet the original goals 
established by the primary stakeholders (Hede 2007).  
Glasgow West End Festival 
The West End Festival in Glasgow was started in 1996 by Michael Dale as 
a small, local, one-week event with only a handful of programs and funded by an 
initial grant of only £12,000 (~$20,000). By 2001, the festival had grown to 
include over 200 events - including music, film, comedy, art, guided walks, 
children’s events, gala days and theatre - and a huge increase in attendance. Its 
centerpiece is a gigantic carnival parade dubbed “Scotland’s Mardi Gras.”  
Now the biggest festival in Glasgow, the West End Festival, as reported 
on its website http://www.westendfestival.co.uk, celebrated its 15th anniversary in 
2010 with almost 430 events held across 50 venues, and more than a dozen 
different nationalities represented. Over 150,000 people attended a mixture of free 
and ticketed events across the three-week festival. 
The West End Festival has been used as a model for other festival start-
ups, as it has seen success and continued growth in attendance, programming and 
sponsorship each year. It is Glasgow’s only general, all-embracing arts festival, 
with performers drawn from open applications. While the city contains festivals 
dedicated to theatre, music and dance, no other Glasgow festival encompasses 
them all. 
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Originally Director of the Edinburgh Festival Fringe, founder and festival 
director Michael Dale built a solid network of performers, sponsors, funders, 
community groups, and other stakeholders. He takes responsibility for every 
aspect of the Festival from participation to publicity and has built a loyal and 
capable team who provide full-time support for the festival. Dale has been 
extremely successful in attracting major sponsorship, which is in large part why 
each year the scale of the festival has continued to expand. 
  In a June 2010 video posted by the West End Festival on YouTube, 
(Glasgow’s West End Festival 2010), Dale explained, “The West End Festival has 
established itself over the last fourteen years as a brand and it’s firmly rooted here 
in the West End in Glasgow. It attracts tens of thousands of people. It’s got a 
vitality which is born of the people who live and work here - and for anybody 
using it to promote themselves it’s a sure thing… It has an international reputation 
now and that is what we want to grow in the future.” 
Spoleto Festival USA 
Recognized internationally as a premier performing arts festival in 
Charleston, South Carolina, 2011 marked the 35th Spoleto Festival USA. The 17 
day event presented 152 performances in a wide-ranging program that included 
opera, theater, dance, music, musical theater, contemporary circus, and visual arts, 
showcasing national and international artists. Spoleto is one of the few American 
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festivals to present a cross section of all the performing arts as well as produce 
their own work (Midgett 2008). 
 Spoleto USA was founded in 1977 by the late composer Gian Carlo 
Menotti, Christopher Keene and others as the American counterpart to the 
"Festival of Two Worlds" in Spoleto, Italy. They selected Charleston, South 
Carolina as the ideal American location, offering " the charm of Spoleto, Italy, 
and also its wealth of theaters, churches and other performances spaces" (Spoleto, 
2003).  
 The Spoleto Festival has generated more than $1 billion for the state’s 
economy and over $50 million a year for Charleston (Fix 2001). It has also 
attracted thousands of visitors to Charleston each year. The festival has brought 
Charleston welcomed attention of both national and international media and is 
credited “with revamping the resident arts in a city that had been in cultural 
decline for decades,” (Fix 2001).  
Many artists - including David Stahl, music director of the Charleston 
Symphony for over 25 years - came to Charleston through the festival and stayed, 
enhancing and transforming Charleston's artistic and cultural life. The festival has 
also had a tremendous impact on the College of Charleston, attracting not just 
students but also faculty (Fix 2001). 
The greatness of Spoleto comes not just from its size and breadth, but 
from its devotion to innovation and cutting-edge art. These qualities bring 
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together a uniquely sophisticated and dedicated following (Paulk 2010). Spoleto 
is credited for helping to make Charleston a culturally vibrant city, which helps to 
attract and sustain more sophisticated residents. The festival has also helped 
preserve the architecture and historic flavor of Charleston. Buildings and historic 
spaces have been renovated and rejuvenated specifically to house festival exhibits 
and performances throughout the city.  
Nigel Redden, who also directs the Lincoln Center Festival in New York 
City, has been the General Director of Spoleto Festival USA since 1986. Redden 
is responsible for all aspects of festival management including fundraising, 
financial administration, marketing, union negotiations, artists’ contracts, board 
development, and programming. Redden has focused on making the festival more 
of an institution, which he considers essential if they are to have any hope of 
accomplishing long-term development, including predictable fundraising and 
venue restoration.  
Spoleto USA has grown as the city of Charleston has grown. “What was a 
rather shabby town back in the ’70s and ’80s has become a much more burnished 
and cosmopolitan city, with a more artistically sophisticated populace,” described 
Redden in a 2010 interview with Lindsay Koob. He maintains that a great festival 
has to be site specific in some way, and the site dictates the content. The festival, 
according to Redden, has helped to drive “Charleston’s artistic renaissance” and 
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contributed to Charleston becoming a destination of choice for tourists and art 
lovers.  
One key challenge the festival faces is to keep the content fresh and 
unexpected by offering material that will keep people excited about what is on 
stage. Once future programs are selected it is Redden’s task to figure out how to 
pull them off. Funding, programming and logistical considerations are the sources 
of most of the frustration and worry that they regularly encounter. 
According to a report by the Spoleto organization (Spoleto, 2003), the 
festival audience is typically affluent, at least 50 years old, well educated, and 
married. The average patron spends four or five days in Charleston for the festival 
and over one third are from outside South Carolina.  
Manchester International Festival 
Launched in 2007, Manchester International Festival (MIF) is a biennial, 
artist-led, commissioning festival presenting new works that span the range of 
performing and visual arts as well as popular culture. The first festival to present 
only original new work, the program features a vast array of work created by 
internationally renowned artists and producers specifically for the festival 
including music, visual arts, theatre, dance and family events. 
The primary goals for the festival are to: 
1. Secure Manchester’s reputation as a world-class cultural city. 
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2. Encourage Manchester’s talent and involvement from many 
communities. 
3. Drive the city’s economy.  
The festival also seeks to provide local communities the opportunity to 
participate, volunteer and attend world-class performances and events in the city. 
The biennial schedule allows time for the works presented at the Festival to tour 
and present to other audiences as well as provide time to build relationships with 
leading international artists and to produce the work itself. 
Festival events take place in a wide range of venues across the city as well 
as in public spaces and non-traditional settings. From the festival website, 
http://www.mif.co.uk/, over 200,000 people attended the inaugural Festival in 
2007 and attendance continued to grow with nearly 230,000 people attending in 
2009. Nearly one-third of the programs are free and a free event, attended by 
almost 80,000 people, is offered every weekend during the Festival. In 2011, MIF 
staged 27 unique projects, each one a world premiere in the fields of music, 
theatre and visual arts. While attendance figures won’t be available until October 
2011, the third biennial event received excellent press across the UK as well as 
praise from international news media. 
A limited company and registered charity, the Festival receives funding 
from the public and private sectors, revenue from ticket sales, and support of 
local, national and international co-commissioning partners.  
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A full evaluation of the 2009 Manchester International Festival was 
conducted, “confirming its multi-million pound benefit to the local economy and 
the positioning of Manchester and the city-region on the world’s stage as a 
leading center for culture.” The city council recognized the Festival’s impact “in 
raising the city’s profile and contributing to its economic and social wellbeing.”  
(2009 Report on the Festival) 
From a public investment of only £3.65m, the 2009 festival contributed an 
estimated £35.7m ($58.7m) against a target of £25m ($41m), to the local 
economy and was instrumental in attracting tourism and local investment to the 
Manchester area. According to a report to the Manchester City Council, the 2009 
Festival was “undoubtedly as ambitious, ground breaking and original as the first 
festival two years ago and … built significantly on the achievements of the 
inaugural festival. It enhanced the brand which was successfully established in 
2007 as the world’s first commissioning and producing festival and considerably 
reinforced Manchester’s position as a leading international cultural and arts 
center.”   
The collaboration between the Manchester City Council and the Festival 
worked extremely well and the lessons from the first Festival were very much 
taken on board. The diverse nature of the programming, the number of free 
events, the volunteer program and the Festival’s work with local arts, education 
and community groups ensured there was greater engagement with the local 
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community. It was important that there were opportunities for all Manchester 
residents to be involved in the festival and this was accomplished through 
audience access programs, discounted tickets and free events. More than a third of 
the program in 2009 was free of charge, and therefore accessible to everyone 
regardless of income.  
The 2009 Manchester International Festival (MIF) is an example of a 
festival that achieved significant sponsorship results. Manchester city council met 
75% of the festival costs in the first year. The sponsorship value achieved for MIF 
09 totaled £2.85m ($4.68m) considered a very strong performance in such 
challenging economic circumstances and continues to represent one of the largest 
sponsorships for the arts in the country. Six top tier sponsors were secured along 
with a broad range of corporate partners, supporters, suppliers and members were 
also secured. 
The Manchester International Festival has strong involvement from city 
and community groups. A Joint Communications Group, chaired by the Director 
of Neighborhood Services, meets regularly to ensure greater coordination across 
all aspects of the Festival. Regular communications meetings and specific 
functional sub-groups were established well in advance of the Festival and they 
were invaluable mechanisms for providing planning and support. 
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CHAPTER TWO:  PIFA 
 
Figure 1 - The PIFA Cube 
 
The Philadelphia International Festival of the Arts (PIFA) was a three-
week festival – held in April 2011 - envisioned, developed and led by the Kimmel 
Center for the Performing Arts. PIFA was the first festival of this size and scope 
to take place in Philadelphia. The festival was expected to be the prototype for 
future annual city-wide arts festivals, with the Kimmel Center as the cornerstone 
of the enterprise. PIFA was based on the Kimmel Center’s philosophy of 
collaboration, creativity and innovation and featured music, dance, fashion, fine 
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arts, theatre, poetry, cuisine and more. PIFA programs included newly 
commissioned works, partnerships with both local and international artists, non-
traditional and emerging art forms, and classic performances designed to engage 
local area residents as well as attract visitors to the region. (Kimmel Center, Inc.  
2010).  
Background 
Kimmel Center, Inc., located in the Philadelphia on the Avenue of the 
Arts, is a not-for-profit organization that began in 1996 as a vision to combine 
two important projects: to build a new concert hall for the Philadelphia Orchestra 
and to provide a much needed venue for Philadelphia’s most prominent 
performing arts companies and touring presentations. The Kimmel Center’s 
mission is to operate a world-class performing arts center that engages and serves 
a broad audience from throughout the Greater Philadelphia region.  
Kimmel Center, Inc. presents through the Broadway and Kimmel Center 
Presents Series and operates three major venues in Philadelphia: the Kimmel 
Center for the Performing Arts which includes a 2,500-seat concert hall and a 
650-seat recital theater; the Academy of Music (a 2,900 seat opera house); and the 
1,800 seat Merriam Theatre. These facilities host eight resident companies: The 
Philadelphia Orchestra, the Opera Company of Philadelphia, the Pennsylvania 
Ballet, Peter Nero and the Philly Pops®, PHILADANCO, The Chamber 
Orchestra of Philadelphia, The Philadelphia Chamber Music Society and 
American Theater Arts for Youth.  
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Now fully incorporated into the fabric of Philadelphia’s cultural 
landscape, the Kimmel Center has served millions of residents and visitors since it 
opened its doors in December 2001. Recognizing the challenges and trends being 
faced as an institution as well as by the region, the Kimmel Center continues to 
seek new, creative and compelling ways to:  
• Engage people in the arts  
• Strengthen the organization’s brand 
• Increase attendance 
• Support its role as a leader for collaboration, innovation and creativity 
The 2011 festival came about because of an extraordinary $10 million 
grant from the late Leonore Annenberg to ensure that her lifelong dream for a 
citywide arts celebration would be fulfilled. The Festival provided the Kimmel 
Center with a tremendous opportunity to increase its positioning as a world-class 
performing arts center and to expand its reach to include more diverse and 
younger patrons. The festival objectives and goals included establishing the 
Kimmel Center as a leader in the arts and culture community, pushing boundaries 
of various art forms, and inspiring the entire city of Philadelphia to rally around a 
common purpose.  
1. Festival Management 
Preliminary planning, prior to receiving the Annenberg grant, was 
managed by the Artistic Producer, Barbara Silverstein, with help as needed from 
Kimmel Center staff. In June 2009, J. Edward “Ed” Cambron, formerly Vice 
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President Marketing and Public Relations for the Philadelphia Orchestra, was 
named Executive Director of the festival. They quickly assembled a festival team 
that included programming, marketing, finance and project managers.   
An oversight committee was formed that included: Kimmel Center Board 
members; Ann Ewers, Kimmel Center CEO; and Ed Cambron, PIFA Executive 
Director. The committee met at least bi-monthly, providing oversight and 
guidance throughout the eighteen months of planning leading to the festival.  
Festival goals were developed that were highly aligned with those of the 
Kimmel Center’s current Master and Strategic Plans and an analysis was 
conducted regarding the Festival’s impact on and relationship to both the Kimmel 
Center’s Master Plan and Maintenance Plan.  
The management encouraged an entrepreneurial culture among the PIFA 
team and stressed the importance of innovation and collaboration both internally 
and with many festival co-producers which included over 140 arts and culture 
organizations throughout the greater Philadelphia region. 
2. Festival Outputs 
Programming 
“Meant to bring together the city's wide-ranging arts groups, resident 
companies of the Kimmel Center were asked to devise atypical collaborations,” 
(Stearns 2010).  Over the next eighteen months, over 30 works were specially 
commissioned and more than 140 regional arts and culture partner organizations 
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collaborated on an expansive and diverse array of programs, performances, events 
and exhibits that were performed throughout the greater Philadelphia region.  
The intent was to gather together a slate of participants and programming 
that was as broadly based as possible. Potential partners were approached “with 
the task of identifying programming that would be part of their regular season but 
also have something extraordinary about it that would mark it as a Festival event,” 
(Kimmel Center internal report 2009). While that approach enabled PIFA to 
secure a large and extremely diverse number of partners, it also required them to 
meet with each partner multiple times to help develop, revise, and finalize their 
projects. This was at times difficult, as the economic challenges of the past year 
nearly monopolized the resources of many of the partner organizations and PIFA 
staff was also limited.  
For the 2011 inaugural festival, PIFA took as its theme “Paris 1911, 
Philadelphia 2011,” inspired by the surge of creativity centered on Paris in the 
early 20th century. The theme of the festival focused on Paris from 1910 to 1920, 
celebrating a time when great artists, including Pablo Picasso, Marc Chagall and 
Ernest Hemingway, were gravitating to the French city and inspiring a new 
generation of visual arts, literature and theater. And, like early 20th century Paris, 
PIFA hoped to champion a new generation of art and creativity in Philadelphia.  
The concept for PIFA began as a Stravinsky festival, since that composer, 
who so dominated the early 20th century, came into his own in Paris in 1910 and 
embodied the characteristics of both the late Belle Époque and what PIFA is 
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trying to present: collaboration and innovation. That concept quickly grew to 
embrace other artists who made Paris home during that decade.   
The theme, however, was not universally well-received and created some 
confusion.  After all, why did Philadelphia need to transform into Paris in order to 
celebrate arts and culture? 
“Philadelphians need not hang Billy Penn’s hat on the Eiffel Tower in 
order to celebrate the arts in our own town. The proof is in PIFA’s staggering 
offerings: The festival lasts nearly a month, with 135 events and functions and 
some 1,500 participating artists, the large majority of them reportedly local. … 
Paris of that decade might make fodder for good art today, and it might pull our 
emotional strings, and we might even learn something about the past and about 
ourselves. But as an overarching theme of a major festival, I don’t get it. … I 
appreciate the idea and understand the need to rally around a banner. … But 
through all this faux-Parisian cultural sound and fury, the fact remains: 
Philadelphia in 2010 has the genuine cultural goods— all on its own. PIFA itself 
is proof. We don’t need to emulate Paris to pull off a fantastic PIFA,” (Ledger 
2011).  
A number of exciting, creative collaborations and commissions were 
generated for the Festival. One of the most exciting was an historic, first-time 
collaboration between the Pennsylvania Ballet and The Philadelphia Orchestra - 
two institutions which had never before performed together in the combined 155 
years of their existence. There were also a substantial number of creative 
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collaborations outside the Kimmel Center and its Resident Companies, in just 
about every genre. 
One of PIFA’s objectives was to “represent and interact with a broad 
range of arts communities and audiences,” (KC Report 2009). They accomplished 
this by collaborative programming with a number of area cultural institutions that 
went well beyond the Kimmel Center’s Resident Companies such as the 
Philadelphia Museum of Art, Painted Bride Art Center, African American 
Museum, Mural Arts Program, Philadelphia School of Circus Arts, Alliance 
Française de Philadelphie, WXPN, Bryn Mawr Film Institute and Philadelphia 
Science Festival.  
Much of PIFA’s programming was designed to reach out to diverse 
audiences. PIFA targeted young adults, especially through area colleges and 
universities. Outdoor events were intended to help attract a healthy cross-section 
of the diverse communities in the region. Many events around the city were 
designed to help broaden PIFA’s impact, including visual arts and performance 
events as well as online and street-based make-your-own art events.  
PIFA staff worked with the School District of Philadelphia and the 
educational leadership of the Philadelphia Museum of Art, the Philadelphia 
Orchestra, the Opera Company of Philadelphia, the Pennsylvania Ballet, the 
Arden Theatre and several other PIFA partners to create a unique and dynamic 
curriculum that could be used throughout the 2010-2011 school year. The 
curriculum employed diverse and multi-layered arts and culture activities to 
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illuminate both academic subjects and the arts, with an emphasis on the festival 
theme. 
The Opening Night Gala for PIFA was the most successful gala in the 
Kimmel Center’s history. A record 849 guests attended the event, highlighted by 
the Philadelphia Orchestra / Pennsylvania Ballet collaboration of a fully staged 
production of Pulcinella.   
The highlight of PIFA, on the final Saturday of the festival, the Avenue of 
the Arts was turned into a street fair that featured street theater performers, a giant 
Ferris Wheel, free concerts, kiosks, a public garden with a children’s area, food 
vendors and outdoor cafes, and a culminating performance by French aerialist 
group La Compagnie Transe-Expresse. 
 
Figure 2 - PIFA Street Fair on Broad Street, 2011 
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3. Market Position 
PIFA engaged Red Tettemer as its full-service advertising, marketing, and 
branding agency. The Greater Philadelphia Tourism and Marketing Corporation 
(GPTMC) was the communications partner and The ROZ Group handled special 
projects. 
Nina Zucker Associates, a local boutique public relations firm, represented 
PIFA and worked closely with Dafni Comerota, Public Relations Manager at the 
Kimmel Center, on the PIFA campaign. They were given the challenge of 
reaching a broad audience and attracting a younger crowd that doesn’t typically 
get involved in the arts and cultural community.  
PIFA’s public relations campaign used a comprehensive strategy that 
incorporated a mix of traditional approaches with use of new and social media to 
generate visibility for PIFA partners and the Kimmel Center, and utilized new 
technology in ways that supported efforts by partners and presenters while 
reaching the largest possible audiences. An army of bloggers, comprised of PIFA 
and Kimmel Center staff and volunteers, were created who were responsible for 
the extensive social media presence that PIFA had on Twitter, Facebook, 
Foursquare and approximately 30 blogs. 
Over the course of the festival, including advance, festival and post-
festival media coverage, the comprehensive PR strategy brought in total coverage 
in nearly 450,000 domestic and international circulations with an advertising 
value of $667,914 and 1,468 press clips. 
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4. Funding and Stakeholders 
PIFA’s budget of $10 million was completely funded by the grant through 
the Annenberg Foundation.  This was a one-time grant that was given with the 
stipulation that the entire amount be used for the 2011 festival. The grant 
stipulated that the entire $10 million must be used for one festival. This created 
several challenges. The festival size and scope were based entirely on the size of 
the budget, which was extremely large for an inaugural festival. In addition, some 
of the grant money could be used for future festivals, thus impacting PIFA’s 
ability to become a sustainable event.  The Kimmel Center’s CEO, Anne Ewers, 
played a significant role in identifying and cultivating additional sources of 
sponsorship for the Festival, allowing the Festival to end with a surplus that is 
being funneled toward supporting future festivals.  
The 2011 Festival Budget of $10M was allocated as follows: 
 
Figure 3 - PIFA 2011 Festival Budget Allocations 
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Festival Co-Producers: 
Organizations throughout the Greater Philadelphia region were invited to 
submit proposals. Criteria for inclusion in the Festival included three major 
components – innovation, collaboration and a French-related theme. All of the 
Festival partners were required to satisfy additional criteria, such as length of time 
incorporated (for example, > 3 years). Some of the benefits to partners for 
participating in the Festival included: 
• PIFA’s robust marketing campaign (~$3 Million) 
• Funds for incremental expenses, ranging from $5,000 - $500,000 per 
project 
Three categories for groups that received funds besides Kimmel Center 
Presents series and Resident Companies were determined, with individual 
collaborators receiving up to the amount specified below:  
• Performing Arts Participants - $350,000 
• Museums - $120,000 
• Arts and Humanities Participants - $120,000 
Allies and Collaborators 
The Greater Philadelphia Tourism Marketing Corporation (GPTMC) was 
the communications partner for PIFA. PIFA also partnered with Center City 
District, Avenue of the Arts, Greater Philadelphia Chamber of Commerce, 
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Independent Visitors Center, and the Philadelphia Convention and Visitors 
Bureau.  
5. Reaching a Broader Audience 
One of PIFA’s objectives was to “represent and interact with a broad 
range of arts communities and audiences,” (KC Report 2009). To that end they 
engaged in dialogue with such organizations as the African American Museum, 
Taller Puertorriqueño, Alliance Française, America Israel Cultural Foundation, 
the Japan America Society, and the West Philadelphia Cultural Alliance. These 
talks aimed at determining the most effective ways to involve as many 
communities as possible in the PIFA experience. 
 
Figure 4 - The transformed lobby of the Kimmel Center 
In an effort to engage young adults, PIFA collaborated with a number of 
area colleges and universities that held multiple activities on their campuses 
during the Festival. Several of these educational institutions collaborated on an 
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extensive fashion design, competition, and exhibition project that drew a sold-out 
audience at the Kimmel Center. 
PIFA reached out to even younger audiences, along with their families, 
through alliances with the Philadelphia Free Library.  The Kimmel Center’s 
Commonwealth Plaza was transformed into a Parisian scene, complete with 
performances, circus art performances, activities, and French food and beverages, 
geared at appropriate times of the day toward families. 
6. Monitoring and Evaluation  
A comprehensive economic impact study of the festival was prepared by 
Urban Presenters. The Kimmel Center garnered a significant cross-fertilization 
and diversity of audience including age, background, ethnicity, and familiarity 
with arts events. The results are summarized in Chapter 3.
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Chapter 3 – Analysis of PIFA and Recommendations 
 
PIFA was an extraordinary event in the history of Philadelphia and for the 
Kimmel Center. A study by Urban Partners quantified some of the institutional 
outcomes from PIFA. The report looked at the economic impact of PIFA on the 
Philadelphia region, attendance at both ticketed and free events and data specific 
to the Kimmel Center such as: PIFA ticket buyer information; number of free 
performances; PIFA-related education events; VIP reception events and 
attendance; membership activity; partner organization feedback; patron feedback; 
social media statistics; and press statistics. 
 The economic-impact study by Urban Partners showed that the festival 
had an overall $55 million impact on the region, generated $4.13 million in tax 
revenues for the city and state and produced 710 full-time jobs, including 590 in 
the city. Economic activity represents money spent by festival participants and 
organizers, as well as dollars spent by audiences on restaurants, hotels and other 
goods and services. Festival-generated jobs were largely, but not entirely, 
temporary. 
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The preponderance of PIFA goers - 58 percent - came from the city, while 
42 percent traveled here specifically because of the festival. Those visitors spent 
13,000 hotel-room nights here, the Urban Partners study found. In staging a first-
time festival with no track record, PIFA organizers did not expect to draw visitors 
from outside the area, although some marketing was done in New York City, 
Washington, D.C., Canada and France. 
PIFA generated 4,190 new tickets buyers for the Kimmel Center. The 
overall capacity of attendance for Kimmel Center PIFA events was at 80 percent 
and free events and performances at the Kimmel Center were well attended. More 
than half the PIFA partners also reported an increase in attendance for PIFA 
events.  
Observations taken from a debriefing of Kimmel Center and PIFA staff 
after the festival revealed that staff thought PIFA created a significant buzz in the 
community, drove an enormous number of people to the Kimmel Center and 
offered a diverse and exciting array of programs.  While they believed they 
achieved the overall goals of the festival, they reported some difficulties and 
concerns. They thought the festival was too large for consumers to grasp, that 
curatorial control was difficult to maintain given the scope and theme, marketing 
didn’t always convey the festival concept and the impact on overall Kimmel 
Center staff workload was significant.  
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A survey of PIFA Partners, with nearly 40% responding, indicated that 
almost all were very positive about their experience. They received an increase in 
public relations because of their inclusion in the Festival and the majority had 
above average attendance for their PIFA events. A surprising 72% reported new 
and often diverse audiences (estimated on average at about 43% of the audience) 
which was an unexpected benefit.  
Next Steps 
Based on the results and impact of 2011, The Kimmel Center Board voted 
to support efforts to repeat PIFA. However, it was decided that the next festival 
should take place in 2013, not 2012 as originally planned, to allow management 
time to review and evaluate the results of the first festival and, most importantly, 
secure new sources of funding.  
The Festival Budget for 2013 has been set at $5 million.  Right-sizing the 
Festival to this budget level, half of the 2011 budget of $10 million, requires the 
festival to leverage the brand established by PIFA, allowing for a reduction in 
marketing expenses.  The budget reduction will also require a reduction in the 
number of partner organizations. This is expected to happen organically.  
As of the publication of this paper, PIFA has been fully integrated into the 
Kimmel Center as a department, with Ed Cambron remaining on board as 
Executive Director. The Kimmel Center anticipates that this structure will allow 
PIFA to build on existing Kimmel Center systems, funding efforts, and 
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programming strategies and scale back on staffing. Future festivals will have 
more focus on programming from the Kimmel Center and Resident Companies 
and increased curatorial control of programming outside those groups. 
Recommendations 
PIFA’s greatest differentiators from other Festivals are due to the Kimmel 
Center’s relationship with the Resident Companies and ownership of a primary 
venue. PIFA must quickly move from a 100% Foundation sponsorship model to a 
60/40 (contributed/earned) revenue model. By leveraging the Kimmel Center 
venues and implementing creative approaches to revenue generation, PIFA could 
potentially change the contributed/earned percent split to greater earned than 
contributed.   
By all current reports, PIFA was successful but it is clear that there is no 
guaranteed template for festival success. However, research suggests there are a 
number of apparent critical success factors that PIFA, or any emerging arts 
festival, should be able to demonstrate to impact sustainability: 
• Long-term Planning and Strategy: Ideally, festivals should plan in a 
minimum block of five-years. PIFA should carefully coordinate and align 
with the City of Philadelphia’s long-term development plans. Given the 
economic and political uncertainty of the City, however, this could be 
difficult to accomplish. 
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• Importance of context: “The historical, physical, social and cultural 
context of a city is a major source of the uniqueness of each festival,” 
(AES 2006). PIFA should capitalize on the context of Philadelphia and 
consider a theme that is perhaps more relevant to the city’s history. 
• Appropriate Timing: The dates for PIFA must be set to enable strong 
programming as well as maximize visitor attendance. The 2011 festival 
was fortunate to have perfect weather for the street fair. However, 
contingency plans should be developed for the street fair – or any outdoor 
festival event - in the event of inclement weather. 
• Opportunities for collaborative initiatives: PIFA 2011 included extensive 
collaborations. Future festivals could be scaled back to include fewer 
collaborations that are perhaps more relevant and productive. 
• Focused Innovative Programming: Programming that is innovative, 
energizing and less traditional is a prerequisite for PIFA’s sustainability. 
Curatorial control of the programming must also be a priority. 
• Investing in Quality over Quantity: PIFA must maintain a consistent 
quality threshold and carefully assess programming and collaborations.  
• Talented and Experienced Direction: PIFA must continue to attract 
visionary and talented leadership. Ed Cambron is a visionary and capable 
director, but succession planning must be in place for the festival to be 
sustainable. It remains to be seen whether incorporating PIFA into the 
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Kimmel Center organization will create an additional burden on existing 
Kimmel Center staff. 
• Effective Marketing and Branding: PIFA must establishing a clear brand 
and ensure that marketing supports this brand and reaches the targeted 
audiences. PIFA can leverage the brand created for the inaugural festival. 
Clearly defining the target audience will be important as marketing 
strategies are developed for future festivals. 
• Wide Public Engagement: PIFA should focus efforts on engaging local 
residents first, before trying to engage a wider audience. Many people felt 
there was a lack of awareness throughout the city about the festival. 
Positioning the street fair toward the beginning of the festival could help 
to build awareness among area residents who are not normally engaged in 
the arts. 
• Adequate Resources: The combined resources for PIFA must be sufficient 
to ensure quality in all aspects of the festival. Based on the reduced budget 
PIFA should adopt a funding strategy that balances support from public, 
private, and corporate sources. 
• Many Financial Stakeholders: This is perhaps PIFA’s greatest challenge, 
given that the 2011 festival was supported by one grant. To ensure a 
sustainable future, PIFA must secure resources from a variety of 
stakeholders and ensure the stewardship of these relationships. 
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• Excellent Facilities and Festival Infrastructure: PIFA has the advantage of 
the Kimmel Center’s world-class venues but must ensure that all event 
spaces and infrastructure are of the highest quality.  
• Wide Media Support: PIFA needs to continue to foster relationships to 
ensure extensive and wide-spread media coverage for the festival. This 
includes both regional, national and international coverage. 
• Coordinated Processes of Monitoring and Evaluation: PIFA must 
encourage an environment that promotes continuous improvement through 
a coordinated system of monitoring and evaluation.  
Conclusion 
From the research as well as the review of the four festivals - PIFA, 
Spoleto USA, Manchester International Festival and Glasgow West End Festival - 
it is undoubtedly evident that arts festivals can significantly impact a city or 
region. Festivals are being advanced as major tourist and economic stimulants and 
also offer important social value. Cities all over the globe have nurtured 
international reputations as creative destinations based on the promotion and 
success of their festivals. However, a festival must become sustainable and gain 
institutional status in order to have becoming an enduring, valued and recognized 
part of a community. 
Research reveals a number of key strategies that help lead to a festival’s 
success and sustainability. The location of a festival is critical and the historical, 
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physical, social and cultural context of the city in which it takes place is a 
foremost basis for the distinctiveness of each festival. Festivals that succeed and 
are sustainable over time integrate well into the cities in which they operate and 
adjust as the cities evolve. 
The competitive performance and level of sustainability of festivals can be 
directly tied to festival innovation, encompassing a number of key areas such as 
programming, organizational structures and processes, management, marketing 
and funding. Festivals need to use programming and marketing together to create 
a strong brand identity or image. The timing of the festival must be planned to 
allow for strong programming and facilitate attracting the most visitors. Festival 
timing needs to be carefully coordinated particularly if a city has multiple annual 
festivals.  
Festivals compete with many other organizations for funding and support, 
and securing the appropriate level and diversity of funding sources is critical to 
festival sustainability. Lack of adequate sponsorship and over reliance on one 
source of money are primary factors which can lead to festival failure.  
Identifying key festival stakeholders and incorporating stakeholders 
throughout the planning process is critical to helping prevent festival failure. To 
build and maintain a lasting position, festival organizers must establish a network 
of partners and collaborators and become adept at using strategies to manage the 
various stakeholder relations. 
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There is no one formula for success, but festivals that succeed over time 
are innovative, creative, well-integrated into the context of the city in which they 
operate, and have secure and diverse sources of funding. More research into the 
reasons for the success and failure of emerging festivals is warranted. 
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